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tecture in Orissa occupies a significant 


place. Dueto its geographical situation 
and political role it had far and wide 
cultural influence апа contacts. Such 
influences and contacts guided the course 
of development of art of Khiching. Despite 
the influences the art of Chiching lived 
with vitality for the centuries and expre- 
ssed the aesthetic experience and the 
religious sensibilities with the individuality 
of its own. 

On the basis of the extant select scul- 
ptural remains, the chronology of Khich- 
ing art is re-eximined and has been 
indicated here that the Khiching art had 
a beginning inthe ninth century A.D., if 
notearlier, and continued till late in the 
13th century A. D. Thus, though the 
art of Khiching mostly flourished under 
the direct patronage of the Bhanjas of 
Khichingkotta, it was not ofa dynastic 
nature and shared considerable the art- 
regions of Orissa. Its cult association 
was also comprehensive to incorporate 
Brahamical, Buddhist and Jain. The 
rich Iconographic traits and traditions 
cherished in the art of Khiching is 
indicated in the text and illustrated with 
about 35 photographs. 
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I 


Khiching and its significance 


The art of Khiching in Orissa has arisen from obscurity to prominence. 
When in 1837 Lt. Tickell visited this place he expressed his regret ful 
ignorance about the antiquities of Khiching.! In 1871 two copper plate-grants 
were discovered and since then Khiching was brought on the map of anti- 
quities of Orissa. In 1875-76 Beglar, an assistant of Cunningham, the then 
Director General of Archaeology, visited Khiching, but he also failed to see 
the art-material of the place.” In 1905-6 Maharaja Sri Rama Chandra Bhanja 
Deo entrusted the work of exploration of Mayurbhanj to N.N. Basu ‚3 who for 
the first time identified Khiching with Khijjing a Kotta of Bhanja inscriptions 
and excavated few mounds, outside the Thakurani compound. Then at the 
request of the Maharaja of Mayurbhanj, R.P. Chanda explored the site and 
submitted a report stating that ‘the sculpture of Khiching belongto a new 
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school of art in Orissa". In 1923 he excavated Khiching yielding many 
significant images of gods and goddesses. The famous image of Hara 
(Fig. 5) wasalso brought to light by him. This image was for a long time 
in the family worship of the Bhanja rulers. The finds of several images from 
Khiching and the structural remain of shrines gradually proved Khiching as 
an established centre of art-asa local school. This school, sooner gained 
recognition by scholars and as the result of all these investigations and 
explorations, scholars like Rene Grosset of the Museum Gemme of Paris, 
discussed the art of Khiching and the region around as the Mayurbhanj 
School of Art Stella Kramarish admired the school and analysed the art 
of Khiching, in terms of Bengal and Bihar with some amount of effect of local 
physiognomy, incorporating some of the grace of the pecple of locality. 
Describing the figure of Mahismardini she has determined the compositional 
factors and dynamism of Khiching art.? 


К.Р. Chanda wrote a monograph on the history, inscription and 
archaeology of Khiching, which served the purpose for succeeding scholars 
as a hand book for Khiching art Не discussed in his work the chronology 
of the dynasty as well as the art history of Khiching. His chronology was 
accepled by J. N. Banerjee also who discussed some of the images of 
iconographic importance.” 


When I visited Khiching in 1979 I found that much of the significance 
of Khiching art is overlooked. In foregoing pages I have dealt at length my 
chronological and iconographic analysis of Khiching art. Recently a very 
useful book has come to light by Arjun Joshi ‘History of Culture of Khijjing 
Kotta, dealing extensively the history, geneology of Bhanja rulers, their 
administrative system, religious condition, monument and sculpture. But 
he has taken a comprehensive view of Khiching art, discussing the art, not 
only of Khiching, but of the whole empire (Khijjing Kotta mandala), even 
beyond in some cases. But the significance of Khiching alone is admiring 
and as the epicentre of Khiching school of art it deserves more concentration 
than it has been given before. 


: Khiching (Khijjing Kotta) was the ancient capital of the Bhanja rulers. 
Inseriptional evidences show that several kings actually lived at this place. 
In case of Ranabhanja we actually know that he was *Khijjinga-Kottavási.? 
| А number of temples, tanks were constructed here for the benefit of worship 
_ of the people. In the vicinity of Sitabhanji, Baripada, Ayodhya etc., Khiching 


= сспріеѕ a remarkable place as the centre of art. Some scholars observe, as 
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we shall see later, that this centre felt strong influence of Gauda and 
Bhuvanesvara. But with all these influences, Khiching stands apart asa 
regional art school of Orissa. It established as а religious centre of райсһо- 
разапй or pafichadevopásanà, at the same time the significant seat of 
Buddhism and Jainism. The antiquity of Khiching art does not fully concide 
with the Bhanja rule, as normally it is understood, but this art centre felt a 
strong traditional impact of Kushana art and in every epoch of Orissan art 
it has something to contribute to the comtemporary development of art, from 
the point of view of sharing and also from the point of view of originality. 
It appears that it has strong impact on the art of Mayurbhanja (Baripada) 
and upto the Balasor region, despite the fact that these regions were more 
receptable to Bhuvanesvar as the centre of art, dynastically as well as 
geographically. 


'Thus as a centre of dynastic rule and religion-comprehensive enough 
to include Brahmanical religious, Jainism and Buddhism, art and iconography, 
Khiching occupies a most dignified situation in Orissa, hence deserves a 
singular attention of scholars. 
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II 
Antiquity of Khiching and the Bhanja Rule 


The antiquity of Khiching can be attested on the basis of numismatic 
evidences. Certain punch marked coins found at Bahald 
а һоата of Kushana coins (of Kaniska and Huviska) found at Bhajakia, at 
Viratgarh indicate that Khiching was a significant historical site of Wena 
Kushana antiquity.2 Kushana and Puri-Kushana coins also have been found 
from р d ot Mayurbhanj and these also БО to prove the 
significance of the region. In about 4th centur {а 
(Naganvya) named a Satrubhanja ruled in the E. ae Е "n 
On the basis of “bhanja’ ending whether Satrubhanja of fourth ce и 
who ruled over "Ubhaya Tosali’ can be accepted а; one of the е; ae 
te a койшы. € early rulers of 


a, near Khiching,? 


historical 
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Ravana Chaya cave shelter at Sitabhanji (in Keonjhar district), 
probably formed the part of ancient Khijjingakotta Kingdom. An inscription 
in this cave refers to some Maharaja Sri Dásabhanja who existed probably in 
the 4th—5th century A.D. Тһе painting of this cave is very significant 
and shows one of the earliest painting examples of Orissa. It has also 
yielded some Kushana coins. But the style of painting to which. Maharaja 
Dàsabhanja has some reference belongs to the Sth century A.D? A 
mukhalingam rendered in the classical style also proves the place as а 
significant centre of art, probably patronized by early Bhanjas to which class 
Maharaja Dàsabhanja belonged. But the direct relationship of this King 
with the known dynastic geneology of Bhanjas cannot be determined at the 
moment. Probably Bhanja rule was interrupted by Мапа dynasty for a 
considerable period as we glean from Soro Copper plate® and also from 
Patiakela Copper plate inscriptions.’ 


Besides, the above mentioned Bhanja Copper plates about eleven 
copper palte grants are more known to us. They present almost the connected 
geneology. Of the lists of these copper plates, some Kings seem to be legen- 
dary. Thus Adibhaüja, еда мей with Virabhadra or Ganadanda does not seem 
to be a historical person, who is described as to have born ofa pra-hens egg 
in the Kottáéramà. Next to him Kottabhaüja is mzntioned. Не is described 
to have born in ‘AdibhanjavamSe’ and has been considered by scholars as а 
historical person. His son, Digbhanja was eminent like his father. He was 
lord over innumerable chiefs and honoured by hundreds of rulers of people.? 
Kottabhanja had probably two more sons, namely Durjayabhanja and Vibhra- 
matunga. But the main line continued with Digbhanja. It is also assumed 
that all these thcee names were of one and the same person. As such the next 
hair of Digbhanja, is known to have born as the son of Vibhramatunga. 


Narendrabhanja, who ruled in the ninth century A.D was a very pious 
man and the devotee of Siva. Adipura Copper plate mention him as a great 
worshipper of the feet of Hara (Siva charanasarója sat padah).? Не is 
described as a King who protected the earth and extremely fond of “регѓог- 
ming good deeds. Н: gave grants to Vedic Bràhmanàs belonging to 
Bahvricha-Charana of Aśvalāyanı Sakha. His several grants mention the 
name of village which goes to suggest that he ruled over modern Mayurbhanj 
district and the northern bank of Vaitarni in the Keonjhara district. 


He was succeeded by Ranabhanja. Several copper plates, particularly 
Adipur Copper plate calls him ‘Maharajadhirdja’. From this it appears that 
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he was the first independent ruler of the dynasty. He had issued number of 
grants with his own independent royal seal. He was contemporary of Bhauma 
tulers and one fixed date of his rule is convincingly proved, which is 924 
A.D. Probably, he ruled independently upto 929 A.D. Thus, it can also be 
presumed that though the dynasty салп? into existance in early 8th century 
A.D. as a feudal dynasty, the independence was achieved through the efforts 
of Ranabhanja, near about 924 A.D. 


Bamghati Copper plate of Ranabhanjai? records his exploits which 
proves that he was a prosperous king and was victorious over his enemies. 
He managed a good government. He ruled effectively from Khiching and 
was a great devotee of Siva. (Hara Charanaradhanakshayitapapah Srimana 
Ranabhanjah). 


Не had two sons—eldest was Rajbhanja. Probably he was this Ràja- 
bhanja whose name is inscribed on the pedestal of the Avalokitesvara image 
found by N.N. Vasu in 1908, now in the Khiching Museum??. This inscrip- 
tion reads ‘Om Ràjjye Sri Rayabhanjasya Loke$o Bhagavanayarh Śri Dhara- 
nivarahenasaha Kirttya Vinarmitah.' English rendering of this inscription by 
К.Р. Chanda is as follows:— 


‘This (image) of Lord LokeSa has been made by $ri Dharanivarüha 
assisted by Kirtti for Raja Sri Rayabhanja’s. 


This inscription is very significant from the point of view of art-history 
of Orissa. Earlier Kings of the dynasty were Saiva апа this king was perhaps 
a Buddhist, who worshipped Loke$vasa. Fiom this inscription we know two 
illustrious names of sculptors-Dharmavaraha and Kirti. This is the first 


reference of the Bhaija rulers who had been any way connected with the 
artactiv.ties of Khiching. 


Most probably Prithvibhanja of various copper plates was no one else 
than Satrubhahja, who in KeSari copper plate grant? has been mentioned 
with imperial titles, such as *Mahàmandaladhipati—Maharajadhiraja. Thus, 
he was anable ruler of the dynasty and secured the prestige and power of the 
glorious traditions of his father and grandfather. His chief queen Anakhadevi 
and son Narendrabhaüja took active role in administration and the 
philouthrophic deeds of the time of Satrubhaija. 


Satrubhanja was fully devoted to Siva and worshipped the image, 
Which was enshrined at Khiching. His grant, namely Ukhunda Copper plate, 


CC-0. UP State Museum, Hazratganj. Lucknow 


- err Ts S 


Digitized by Sarayu Foundation Trust, Delhi and eGangotri 


7 


bears a medallion with creseent, bull and trident carved in relief. These 
Saivite emblems are additional proof of his devotion to Lord Ѕіуа.1* The 
Ke$ari copper plates tell us that he was worshipper of 'Bhava', the lord of 
Bhavani, dispeller of worldly fears, sole sovereign of all worlds, conversant 
with the numerous modes of meditation and the omniscient. Не was a great 
doner to Vedic scholars. 


His successor was Durjayabhanja, who was not his son, but the son of 
Rajabhanja. Under what circumstances he succeeded Satrubhanja is not 
known (о us. But he was equally a powerful ruler, rather the last valorous 
ruler of the dynasty; as he extended his empire in the northern portion of 
Balasore district. Several inscriptions reveal his deeds of donations and 
patronage to learning and also about his administrative set up. Тһе famous 
copper plate of Adipur was issued during his reign and this is the last avail- 
able copper plate grant of this dynasty. Probably after him the dynasty 
gradually began to decline. Probably there was a dynastic conflict between 
Narendrabhanja ТІ (son of Satrubhanja) and Kottabhanja II (Son of Durjaya- 
bhahja). We do not know the positive result of their conflict, probably none 
survived as independent ruler and the dynasty fell prey to Somavamsi Kings. 
Probably they were first under the sway of Chodagangas in 11th century A.D. 
and finally owed allegiance to SamavamSis іп the 12th century A.D. The 
fort of Khiching was invaded by the Kalchuris of Ratanpur. But final blow 
to the Kingdom, which deserted Khiching, and almost reduced to dust, was 
from the Muslim invaders in the time of Firoz Shah Tughluq, Sultan of Delhi 
in 1261 A.D. During this expedition the Bhanjas left the Capital in about 


1400 A.D. 
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III 
Religious Back Ground 


We have noted that Bhanja rulers were the devotees of “біуа” and some 
officially described them as “Paramamahesyara’. Their official donative 
records begin with *Me Bhava, the Lord of Bhavàni, sole sovereign of all the 
worlds, dispeller of worldly fears, conversant with the numerous modes of 
meditation, the omniscient, be to our prosperity' and bear the Saivite emblems 
on the medellions carved оп the copper plates. The 9th ani 10th century 
Bhanja rulers, particularly Prithvibhanjadeva worshipped the image of Hara. 
This image, fortunately have been found out (Fig. 5) and is now kept in the 
Khiching Museum. They built up a number of Saivite Shrines, unfortunately, 
now all demolished. Some Saivite temple structural remains may be seen 
at Khiching in the form of ruins of Khandiya deul at the temple of Chandra- 

'éekhara. Kutai Tundi (the Shrine of Nilakanthe$vara) at Khiching is also 
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the testimony of their patronage to Saivisa. Three Umà-Maheávara images, 
(Fig. 19) now found also indicate the popularity of Saivite cult at 
Khiching. 


An attempt has been successfully made to reconstruct the main Saiva 
temple at Khiching, mostly on the basis of original material and with the 
original features by P.K. Acharya, the State Archaeologist of Mayurbhanj 
State. Though the reconstructions of temples of Chandragekhara. Kutai- 
tundi wasrestored from bottom to top, the temple of Hara was almost 
renewed under the special patronage of Shri Pratap Chandra Bhanja Deo. 
By 1942 the reconstruction work was over. (Fig. 35). 


These temples restored almost on the original plan. Тһе rectangular enclo- 
sure is additional. But a low jagati is provided to all temples in their original 
from. They all represent ‘triratha’ plan. The ‘bhittis’ from three sides show 
projected ‘rathas’ (“табһа” flanked by two ‘anurathds). In the front there is 
only ‘уйга’ with slight projections (о frontward. As they are without ‘Jaga- 
mohana,’ they follow the early Orissan tradition of temple architecture, which 
almost represent the pre-Satrughanesvara phase at Bhuvanesvar in style. All 
the projected ‘rathas’ and 'anurathàs' show one huge 'devakosthas' in each, 
and subsequently the ancient images were brought and put inthem. Over 
"baranda' the ‘ratha-pagas’ and ‘anuratha-pagas’ also the follow the scheme - 
of plan, vertically, but horizontally they are shown divided into several 
*bhumis' and also occassionaly with *Kona-àmalakas'. The ‘гайд graduately 
receeding invertly from over ‘baranda’ to ‘grīvā? show elegent symmetry. 
‘Grīvā? is adequately cut, over which a huge *àmalaka? is placed. ‘Amalaka’ 
is topped by a *Kala£a." (Fig. 35). 


: More or less the same features have been tried to express in all the 
reconstructed temples at Khiching The local traditions intimately inform 
that Bhanjas adopted the workshop of the local deity named Khijjingesvari 
whose worship was prevalent even since the pre-Bhanja days. When they 
adopted the workship to this deity, they built a temple also for her. This 
deity was actually Chamunda (Fig.1) and locally named as Khijjingisvari, i.e. 
the presiding deity of. Khiching. The Original image was put in renewed 
temple. Later also she became popular as the family deity of the rulers of 


Khiching. Some more images of Sakti in the forms of Durga i ІТ! 
тра, Mahis 
and Matrikas heve been found. Ы ismardini 


We have mentioned that the grants of the Bhanjas the word ‘Bhava’ 
‘oceurs, Bhava' is the name of Siva as well as Surya, as included in the list of 
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twelve Adityas. This shows that Bhanjas were more attracted towards, the 
solar aspect of ‘Siva’, which is a Vedic concept. Rudra in the Vedic 
Mythology has been identified with the mid-noon sun. 


Several Sürya images? (Fig. 14-15), however clearly attest the fact that at 
Khiching sun-worship was popular. Along with Sun, ‘dik-palas’ and “огаһаѕ? 
were worshipped. The image of Agni has been found from Khiching, some- 
times rendered flanking Surya. A navagraha wheel (Fig. 16) shows the strong 
inact of this cult at Khiching. 


No official document of Bhanjas give any reference to Visnu. But 
temple ruins of Vaisnavite nature and some magnificient image (Fig. 17) of 
the god go beyond doubt to prove that this cult was honoured by the people 
of Khiching and there was royal tolarence to this faith. 


Since about 8th century A.D. the worship of Ganapati was prevalent 
in the territories of the Bhanjas Some images of Ganapati (Fig. 8, 13) have 
been found at Khiching also. In about 98-10 century as the style of 
Ganapati image from Khiching suggest, the worship of Gane$aa was very 
popular at this place. 


Jt can be said on the basis of the found images that the worship 
of all the five gods of ‘Рапсйор@запа” cult were popular іп ће region of 
Khiching: 


Some semi cults were also prevalent in the region. One of them was 
Naga cult. It is significant to note that prior to Bhanjas naga worship was 
popular in the region and some branches of the Bhanjas specially associated 
themselves with the Nagas. Probably Nagini was worshipped in the form of 
Mansa devi. Viráta-bhujaügás, who ruled before Bhanjas accepted “Хара” as 
their family deity. Original worship of Мара cult was situated at Patamundai 
hill, the sacred seat of Virátas and from them not only the Мара worship but 
the worship of Chamunda (KifichakeSvari of Khiching) were adopted by the 
Bhanjas as token to the dynastic linkage ofthe Viràátas. At the south of 
Khiching there was a temple of Naga and Nagini. : 


The extant image of Мара and Naginis from Khiching, (Fig. 18), 
however form the part of Saivite worship as they seem to be situated at the 
Savite temples of Khiching. 


Besides these religion of Hindu fold, Buddhism and Jainism have also 
received considerate patronage of Bhanja-rulers and their people. 
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It is significantly Proved that Itamundia site isa rich Buddhist site 
from where a number of Marichi images have been recovered. We have 
already noticed the devotion of Rajabhahja to Avalokite$vara. The pedestal 
of this image has been found. A very significant of earth-touching seated 
Buddha, (Fig.2) about which we will discuss in detail, has been found at 
Khiching. This was found in the course of excavation in a three chambered 
brick structure followed by a Varandah. Probably this brick building was a 
Buddhist monastery surrounded by some other Buddhist temples. The images 
to be dated in the 10-11 centuries A.D. have been found depicting 
Marichi Mañjuśri and Тага also. They represent a high quality of art of the 
time and show that Khiching was a strong hold of Buddhism also‘, Buddhism 
and art around Khiching, as evideat from the sculptural evidences, were to 


At a later stage of the art history of Orissa (11 th-13th centuries A.D.) 
Jainism also had some entry in the Khiching region. Some ima ges of Tirthàn- 
Кагаз, depicting Risabhanatha, Parsvanatha, Santinàtha etc. have been 
discovered around Khandia deul: -Such images without doubt show the 
impact of Jainism on the people of Khiching. ; 
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" | IV 
| Impacts and Chronology 


The art of Khiching presents a happy compromise of various styles and 
influences. It is undenying the fact, that like many other centres of art in 
the country, Sitabhanji and Khiching continued to feel the impact of classical 
idiom as late as 8th and 9th centuries A.D. By the virtue of the geographical 
situation of Khiching, between Bengal and Kalinga, the art of Khiching 
cherised some of the qualities of Gaudian style of sculptures from Bihar and 
Bengal. This influence on this school of art, as indicated by Stella Kramarich, 
is to be noted in precision and metallic sharpness in carving апа also in the 
emotional physiognomical expressions.! It is however to be nonesa that R.P. 
Chanda has over-emphasised this impact when he feels that ‘the regular 
features of these images of Khiching' area characteristic of tke product of the 
schools of sculptures that flourished in Bengal and Bihar contemporaneusly’. 
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He goes to the extent of saying that the Bhanja chiefs employed the artists of 
genius brought up in the Gaudian (Bengal and Bihar) school, who as a consi- 
quence of their contact with the Oria artists and added by the fresh inspira- 
tions from nature founded a new school of art at Khiching? He further says 
that the chief, who employed them must have come from some other centre 
of culture than Orissa, for had he been and Oria in origin he would probably 
had employed Oria artists only and we should have at Khiching mere replieas 
of the temples of Bhuvanesvara, than master pieces of a new art.? 


It is remarkable to note that such as the Khiching sculptures are not 
merely the replicas of Bhuvanesvara art,no image by the virtue of its style 
can be single out as an exclusive example of Gaudian art. Mixture of various 
styles in one and the same image at Khiching is a rare phenomena ofart 
to be seen here. The К y-note of the Gaudian style that is the senseous facial 
expression though found in most of the Khiching images is not so frank or 
animated as in the comtemporary Gaudian sculptures. The gradual thinning 
of limbs such as of hands and legs are similar to the Gaudian styles but the 
influx of the body is within the control and has not crossed the possible limits 
of brahmasütra as in the case of the most of the contemporary sculptures in 
Bengal. The modelling of the face also differs. It is oval and. not alongish. 
The standing images of this period found in Bengal and Bihar are more stiff 
than the Khiching sculptures. In proportion of sody there is also difference, 
and modelling of Khiching images is comparatively more smooth and 
elegant than the Bengal sculptures. The movement of the boby in the 
Khiching images is slightly controled and even in the case of “Sabhanga- 
sthanak’ poses of sculpture, there is а very disciplined kind of movement 
without any suggestion of extra inflex. No image at Khiching, except a few 
late example, show the legs with stumpiness or without the vigour. 


Decorative skill with metallic sharpness of the Pala style is visible in 
the rendering of the ornaments and other decorations in some figures, but 
this influence too is enriched by some amount of classical decorative elements 
such as is intricate ‘kalpalata,’ scrolls and arabesque designes (Fig 28). The 
carvers have aptly searched suitable occassions for such kind of rendering 
and have shown a remarkable skill in presenting the floral foliages and 
creepers encircling within them the ‘mukta-lobhi-hatisa,’ the ‘mitunas’, the 
*pramathas' etc., such elements bring the decorative treasure of Khiching 
art nearer to the classical decorative norms, and some of the carvings оп the 
door-jams and other decorations are the real gems of Khiching art. In no 
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course of time the decorative elements reached the stage of stylization as one 
finds in the case of Вгаһтебуага Temple at BhubaneSvar. 


R.D. Banerjee has observed that there is a reservation to the local type 
in the execution of the human face. Не calls this Oria type. Such faces show 
lessning and weakening of the jaw approximating the average faces of low- 
class Oria of the Garh-jats.A Stealla Kramrish has further noted that the Oria 
element in Khiching art is further to be seen in the “amplitude of movement 
and largeness of modelling of the figure'? According to her ‘they establish a 
deeper rooted share of Orisan tradition. М.Е. Ray observes that the Oria 
element in Khiching art is in rare breadth, fullness, and amplitude of 
modelling effecting into the stardiness of form and appearance, executed 
further by their relative dimensions". 


The element of accentuation in bodily features however, is not quite 
new to the Khiching art only, it is shared by the Jajpur art, particularly in the 
Mátrikà images. 


Probably due to some political and dynistic affiliation with region of 
Daksina-KoSala and Sirpur some art influences from there have travelled into 
the Khiching region and therefore some icon types as well as the art style has 
enriched the art of Khiching in the 9th century A.D. The figure of Gaja 
Laksmi (fig.3) found from Khiching is almost prototype of Сада Laksmi 
figure carved under the dynastic patronage of Sarbhapurias and the 
Pndyavansis of Mahakosal. К.Р. Banerjee is of the opinion that the over- 
developed bust in females and the ‘lalitabhanga’ pose are typically South 
Indiam. But more possibly, it was first attempted at Jajpur. 


The problem of the chronology of Khiching artis vexing. There is 
no dated material, which may help in determining the chronological sequence 
of the development of Khiching art. The images with inscription, also do 
not bear апу specific date. Most of the copper plates also of the same 
nature. Only the Adipur grant of Narendrabhanj refers to a date of the time 
of Ranabhanj, which is 1938 К.С. Majumdar informs that two dates of 
the time of the same Bhanja King are also known. They are 288 and 293.° 
He further points out these unspecified dates can not be equated with the 
known Kara or the Ganga егав19 The former date of Ranabhanja, ie., 193 
has been considered as refering to Bhaumakara era according to Binayaka 
Mishra and Arjun Joshi," the date mentioned in the Adipur Grant, ie. 193 
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comes to 929 A.D. The grant itself, accordingly may be dated to 924 A.D, 
This fixes the rule of Ranabhanja during the time 924-929 A.D. But В.С, 
Majumdar equates the date given in the Adipur Grant with the Harsa era and 
concludes that Ranabhanja flourished towards the close of ninth century A.D. 
and the dynasty (Bhanjas of Khiching) must have ruled roughly between 850 
and 1000 A.D. The paleographic indications are puzzling. The paleo- 
graphic indications of the inscribed Avalokitegvara image have been variously 
taken. М.К. Sahu considers the image and its paleograpby not earlier than 
llth century A.D.? М.М. Vasu puts the image llth-12th century. В.Р. 
Chanda holds that the whole 1ange of the Khiching art may be put in between 
llth and 12th century. In the opinion of Krishna Deva, the paleography 
as well as the style of the Avalokitesvara image belongs to 10th century A.D.!5 
Niharranjan Ray dates the history of Khiching art as flourishing in between 
the 10th and the 11th century A.D, 


: The above account shows that scholars are of the opinion in putting 
the rule of the generation of Bhanjas at Khiching within a couple of centuries. 
But taking all the above mentioned opinions into consideration it would not 
be possible to consider the total art development of Khiching in any of the 
two centuries, either 9t:-10th (В.С. Majumdar), or 10th-] Ith centuries 
(Niharranjan Ray), or 1 Ith-12th centuries (R.P. Chanda). However, it would 
be more logical to think the art of Khiching in terms of local art, instead a 
dynastic art. Тһе stylistic analysis would be more profitable than paleo- 
graphic. It would broaden the chronological span for benifit and this process 
will suggest the chronology of Khiching art from about 9th century A.D. to 
about 13th century A.D. 


The above supposition is based on the finds of actual art-remains at 
Khiching proper. But the traditions indicate that Bhanjas succeeded the rule 
over Khiching after Virátas, or Bhujangas. From them they adopted the 
traditional worship of Nagas and KichkeSvari. М. М. Vasu has pointed out 

‘that originally the goddess KichkeSvari was the family deity of the Vrata- 
Bhujangas.!” This anticipates the antiquity of Khiching art prior to the 
“dynastic establishment of the Bhanjas at Khiching. The date of Sitabhanji 
paintings and of a mukhlingam shows that the region of quite alive to the 
“classical norms in art of painting and sculpture. We wil] note further that 
‘Some ofthe traits of Classical norms were influencing the art of Khiching. 


R. D. Banarji, though took the rule of the Bhanjasat Khiching as 
i çoinciding with the development of the art of Khiching has determined the 


CC-0. UP State Museum, Hazratganj. Lucknow 
денш SOR Et Rae тс ——-. woe 


Digitized by Sarayu Foundation Trust, Delhi and eGangotri 


17 


phases of the development of Khiching 'art.? According to him the art of 
Khiching evolved in to three phases. The first phase “А” represents, according 
to him ‘the earliest period of Hindu Art, which is certainly older than the 
oldest sculpture in the Lingraj temple, possibly also thanthe decorative 
figures on the Mukte$vara temple’. He further observes that inspite of the 
influences from south-western Bengal, this is the beginning ofthe best period 
of Hindu sculpture in Orissa. Ав examples of this phase he mentions some 
decorative architectural elements, such as door-jambs, mendering creepers, 
ornamental foliages, the figure of Hara etc. 


€ 


The second phase ‘B’ is represented by the regular Orissan type (in 
which the Bengal inffuence is not prominent) and best example of this phase, 
besides the other images, he finds in the image of Mahismardini. (Fig. 10). 


The third phase is charaterised by the ‘stereotype’ rendering іп which 
there is lack of. equipoise naturality. Tosome sculptures, which represent 
‘regular Kolian type’ he prefers a seperate class and does not include them as 
in the regular Orissan phases of sculptural development. 


This classification of Khiching sculptures is neither coprehensive nor 
free from vagueness. Much error is due to the reason that he wants to pack 
up the whole art-material within the narrow time-gap of only two centuries— 
llth and 12th centuries. Our analysis of the chronology of the Khiching art 
proposes to divide the evolution and development of Khiching art in three 
different phases spreading over from 9th to 13th centuries. The first phase, 
which represents the beginning of Khiching art, may be assigned to the 9th 


century A.D. 


'The second phase is to be designated as ‘middle phase’ and this phase 
represents the art of 10th to 12th centuries. This period represents the 
flowering of Khiching art witha number of dictions, particularly in the 
12th century A.D. 


The third phase is the ‘Final phase’ and represents the stage of decline 
of Khiching art. Chronologically this phase includes the art of 13th century 


A.D. or a little later. 


The above proposed chronology is suitable for the history of Khiching 
art and not applicable to the chronological sequence of Orissan art in general. 
The 13th century art of Khiching can not be compared with the 13th century 
art of Konark. The chronological analysis made in the present work is based 
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entirely and independently on the basis of the art-material yielded from 
Khiching. 


N — 
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V 
Art—The Early Phase 


Under what circumstances the problematic Buddha image representing 
the bhiimisparsamudra (Fig.2) was found heaped along with definitely late 
sculptures, such as ће inscibed image of Márichi (Fig. 23) and the inscribed 
fragmentary image of Avalokite$vara cannot be acertained. These inscibed 
images are paleographically later than the 10th century A.D. and according 
to В.Р. Chanda represents the declining period of Khiching art. But if the 
Buddha image is judged independently on its stylistic merits, it suggests а 
date either the late 8th century A.D. or at the most the beginning of the 9th 
century A.D. The dating of this image has not been correctly assigned by 
the earlier scholars, because of the circumstance of the discovery of this image 
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heaped with late images from the ruins of the Itamandia and Kuntai temple 
in 1908. The wrong chronological accessment of this image and some others 
also is due to the fact that the study of the earlier scholars was based on the 
reproductions of the bad photographs and also because that the earlier 
scholars tricd to put the total art-activity of Khiching during the reign- 
period of the Bhanjas (J jth-12th centuries A.D.). 


This particular Buddha image in ће Bhimisparsa тиага represents а 
transitary phase of Khiching art which represents a period between the post 
classical and the Pala styles. Except for the stele at the back rising from the 
pedestal upto the prabháialt, the double ptal-lotus throne, the stylished dele- 
neation of the lion on the right side of the pedestal and also some amount of 
simplicity in the rendering of torso, hands and legs, the facial delineation of 
the figure is very much related with the classical norms. Тһе face is oval and 
characterised by natural fullness, with no indication of thinness; the eyes are 
lotiform and the sight is fixed on the tip of the позе. The lips are full and 
expressive of inner attainment. The total aesthetic experience, as appeared 
from the face is more spiritual than simply pleasing, characterised by the 
slightly animated smile, found in the Pala sculptures of the Buddha. The 
dyphenous nature of cloth is marked only at the skirts and the ‘sanghat?’ 
covers only the left shoulder like in the Buddha images from Mathura and 
Sarnatha and unlike the images from Nalanda. The curly hair on the head 
is very faithful to the classical Buddha head and the eyebrow, is also not very 
much a deviation from the classical norms. So is the feature of trivalli on 
the neck. The moulding of which is slightly prominent. But one has to care 
the non-classical elements of the image suggesting that the ima ge belongs to a 
transitory phase of art between post classical and pre-Gaudian period. The 
back slab, prábhavali and the plain nimbus comparable to some Kushana 
Buddhas, and also the feature of the ‘Азуа На” shown over the usnisa, should 
not betray the chronology, for, this feature із very well continued in the early 
mediaeval sculptures too. The back slab and nimbus etc , are not so ornate 
and crowded with the figures of the “vidyadharas,’ 
motifs as one finds in the Pala Buddha images. The symbolic representation 

of ‘asvatha’ suggests the Buddha’s incident at Urubela where he was well 
determined to achieve the Buddha hood, but its rendering is quite different 
than certain such depictions in the Pdla art. The double lined eye brows 
the ‘urna’ is less prominent than in the Pala Buddha images. The torso dio 
hands and the other limbs, also deviate considerably from the clas : 


Я ssical norms. 
But at the same time they also do not correspond to the Gau 


“sardulas’ or with other 


dian norms. 
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The crude and slightly flatish modelling of bolly does not show the thinness 
of the Pala sculptures at the waist. Тһе earth-touching posture of the right 
hand and the utsaugi pose of the left hand is also not rendered in the Pala 
style. The lotus-throne shows better sense of naturalism. The floral 
representation below this throne is totally absent in the Gaudian art. The 
flanking lions in this figure are more mobile, life-like than the conventiona- 
lised lions on the Buddha figures of the Pala art. 


: Taking all these features into the considerations, this remarkable 
image of the Khiching art-centre may be placed in the phase I, in which the 
classism was a matter of memory апа Gaudian idioms were yet to influence 
the art activities of Khiching. Thus, chronologically, this phase of Khiching 
art is assignable to the late 8th or the early 9th century A.D. 


To this phase I, we may put the figure of Abhiseka Lakshmi (Fig. 3), 
which shows strong impact of Sirpur art. This icon-type appears quite early 
in Orissan art (Khandagiri butin a different posture and context. Тһе 
Sharbihapuriyas and the Pandyavansies had this goddess as their state- 
symbol. Without any definite cult association, Gajalakshmi and her Abhiseka 
Lakshmi form appear at the lalátabimba of the temples at Bhuvanesvara even 
earlier than the emergence of the Khiching art. 


The goddess is shown inside а decorated frame, seated gracefully in 
the lalitakshepa posture ona visvadalapadma; there are usual elephants 
bathing her with upturned jars; her right hand placed on the right knee and 
is shown in the varda pose, the left hand holding a full blossomed lotus. Тһе 
visvapadmdala isan additional feature of this image which is not found in 


such images. It is however to be noticed, that this feature is in the above 
discussed Buddha image. 


Stylisticall, as noted above, the delineation of this figure follows the 
renascence of classical art of Central India of the early 9th century A.D. 
characterised by а linear feature, which grips the body. This figure, while 
indicates the above mentioned qualities also represents the early mediaeval 
features of art. The gracefully accentuated waist, fully round breasts, slightly 
curved head to the left is characteristically Orissan mediaeval feature while 
the ‘ekdvali’ in the neck which is not present in the later images of Саја 
Laksmi (Fig. 24) at Khiching, drooping eyes are the borrowings of the 
classical iconography. The graceful modelling, with a well defined out line is 
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quite in seeming with the pleasing features of self-contained smiling face. 
The modelling ofthe annointing elephants and the lotus with the stem on 
which they stand is naturalistically and show a clear advance over such 
earlier iconic type; seen at Khandagiri, were Gaja Laksmi is shown standing 
inthe lotus lake with stocks of full blossomed lotuses intwining round her 
arms which it-self rest on the hips and does not show any emblem. But here 
in this figure lotus with stalk is held only in Ще left hand іп a manner 
normally the Buddhist goddess hold. Inthe matters of total rendering of 
this figure it does not show any relationship with the Pàla icon-type and may 
be placed in the middle of the 9th century A.D. 
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VI 
Art— Ihe Middle Phase 


In this phase also, there is no ‘replica’ of Gaudian or Bhuvenesvara 
art at Khiching Some fanciful surmises that the Bhanjas метео! from Oria 
hence employed Gaudian sculptors to decorate with metallic precision the 
figural art and architecture of Khiching do not hold good in establishing the 
total impact of Gaudian art on theart of Khiching. Butthe possibility of 
some kind of inter-action between the art of Khiching and the art of репо 
is also not to be denied, particularly after the invasion of Devapala into this 
region. If the dates of copper plates of Ranabhahja (288 & 293) are to be 
associated with the Harsa eia as R.C. Majumdar is determined to suggests, 
the independent rule ofthe Bhanjas may be considered asa result of con- 
fusion and chaos caused by the Pala invasion and thus Ramabhanja probably 
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ruled some time between 850 & 1100 A.D. Тһе faith of the earlier rulers of 
the Bhanja dynasty was deveted to Savism and they were the worshippers of 
*Parme$vara' but they were liberal to the other religious sets also. We know 
for certain that Raibhanja or Rana-bhanja patronised Buddhism as it is 
evident from the pedestal inscription of the Avalokitesvara image. His 
father, Ranabhanja, the first indepedent ruler of the dynasty, who assumed 
the title of ‘Maharaja’ and ‘Mahdarajadhirdja,’ acknowledged his political 
success to the grace of Hara, Probably he constructed a Saiva temple at 
Khiching on the ruins of which latter on Khandiyadeul was constructed. 
Possibly the design of the ancient temple was retained and thus presumably 
the original temple was constituated by a ‘garbhagriha’ and ‘sikhara’ without 
any “Jagamohana’. On this aspect В.Р. Chanda remarks that this feature 
(absence of mandapa or poarch) shows that the architecture of Khiching 
stands apart fromthe great Orissan group of temples and is more closely 
related to the style of Bengal (Barkara style). But that this feature is found 
on the temples of Satrughanesvara group and also at Baramba, which existed 
earlier than this Siva temple at Khiching. 


The figure-sculptures and the decorative scrolls etc. of the original 
temple of the time of Ranabhanja were utilised in the construction of the 
present temples of Khiching and the art of this group represent the phase II 
(chronologically assignable to the 10th and 11th century A.D.). This period 
may also be regarded as а florescence period of the Khiching art. 


A very fine image of Ardhanarigvara (Fig. 4) belonging to this phase, 
may be studied first. The figure is shown standing dbhanga on a double 
petal lotus pedestal flanked Бу two ‘parichdrakas’-one male and the other 
female, both in miniature forms. The male 'parichüraka' holds in the right 
hand a fly whisk and in the left a vase The female *parichárika? also has a 
fly whisk in the right hand, the left hand is placed on the thigh suggesting a 
graceful pose and bodily flexion. The male figure is dwarfish-and shows 
heavy and bulky bodily features. The legs are shown with a parallel curve 
to the right causing an elevation to the ieft hip. Navel is deep and clearly 
indicated. Itis a nude figare with some ornaments, such asa necklace in 
the ‘grīvā’, set of a *bhujabandha? and "manibhandhas' on the hands. His 
counterpart, the female figure stands on her own pedestal in a similar stand- 
ing pose but with much elegance and beauty. Her ornaments karadhani, 
bhujabandha, manibandha and "graivyaka? are more finely carved than the 
ornaments of the male figure. The pleasing contours and the facial features, 
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prominent round busts comparatively thin kati, deep navel, slightly attunated 
waist, graceful ābhanga pose suggesting a slight heightening curve of the hip 
naturalistic rendering of legs show the tremendous care of the sculptor in the 
delineation of this ‘paricharika’ images. 


The right portion of the God Ardhanárisvara is considerably damaged. 
Butthe grace and the beauty ofthe figure is quite explicit from whatever is 
leftas bodily features. Тһе sculptor seems to have taken utmost care in the 
delineation of oval face with spiritual grace and beauty under the classical 
norms. Conceptually the figure is half male and half female. This feature 
is indicated by the two styles of hair arrangement of the figure. The right 
half suggesting the male or Hara partis ‘jata-mukuta’ and the left in the 
female or Parvati part is suggested by the graceful arrangement of hair braids 
decked by beaded ornaments. Similar distinction is made in the ear- 
ornaments of the figure. But so far the facial features are concerned there 
isno such distinction. A sort of feminine grace, charms the whole facial 
features. The pleasant smile mingled with a sort of divine grace is the key 
note of this figure. 


The male and the female bust is another distinctive feature suggesting 
the image as the combination of half male and half female ideology. At the 
left the feminine bust is very prominently hightened, and the figure below the 
waist consequently is slightly slender. The modelling of this image is superb. 
The ithephallic aspect of the image is clearly indicated in the image. The 
ornaments such as the ‘Katibandha’, double stringed and beaded mala, the 
neckalace with a pendant the prabhavali with flames show a sort of metallic 
sharpness and intensive care which the sculptor has taken to create this image 
as a real thing of beauty. 


То the same type we may put the image of Hara (Fig. 5) which, 
probably once was in the worship of Ranabhanja. This is a four armed 
image of ‘Urdhvaretasa’ Siva in almost ‘abhanga-sthanaka’ pose with slightly 
hightened hip at the left. On the pedestal of the image the floral designs are 
represented with remarkable freedom and fluideness nearer to the classical 
norms of decoration. The prabhavali flanked by the garland bearing 
‘vidyadharas’ show characteristic bodily movement forming a circle such one 
can see іп the Pala images. Тһе ‘pra@bhavali’ with flames which is not fully 
round the lower part of the circle is narrowly curved to touch the shoulders 
of the figure. The decoration of the prabhavali is constituted by a double 
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line of beaded design. Тһе god has a kirita type of long jatamukata, beaded 
hāras, mila, Katibhandha, bhujabandha and nüpura. In all such ornamenta- 
tions the precision is remarkably achieved. The right hand shows the abhaya 
pose and hold a rosary by the points of two fingers. Both the left hands аге 
broken from the elbows but the emblems held in them is clear. Тһе god 
held in the back hand a lotus flower (this type of representing a lotus in the 
hand had influenced the art of greater India and that itself seem to be an 
inffuence from Khiching art) and by the main left hand a long trident. 


Some ofthe iconographic peculiarities of this image can be noted 
easily. The god besides the ethiphallic feature shows nága and the third eye 
also. The rendering oflegs show some amount of heaviness in modelling. 
The face which is oval, shows a subdued smile and the ‘ndsdgra-dristi’ 
produces the effect of meditative grimness over the whole face. God is shown 
standing on a double petal lotus flanked by a pair of $alabhanjikà figures 
standing on similarly rendered dividala kamala. The $alabhanjikás the 
element of Buddhist art in the 'Savite parchárikas is an unique feature of this 
image. The carving of these figures follows the general trend of the main 
figure with remarkable efficiency, so far the modelling is concerned. 


Below the central lotus the bull, the mount of Siva, is shown seated as 
an embodiment of vogour and vitality coupled with the feeling of devotion 
to hislord. Тһе legs of Nandi and the upraised face is suggestive of the 
feeling that the mount is quite alert and eager in the service of the god. The 
twinkling eyes of the bull are most n. turalistically rendered. 


x Two images of Chanda a Prachanda originally were placed in the 
niches specified for the dvārpālas (Fig. 6, 7). One of these (Chanda) has 
wrongly been stood for the figure! of Siva (Chandra Sekhara) by R.P. Chanda 
and J.N. Banerjee. In the artistic merit and bodily features they remarkably 
correspond to the main features of the figure of Hara above described. They 
are also carved in bold relief on а flat back stone elegently carved with 
beautiful flored design and show long 'Jatàmukuta' and other beaded orna- 


ments. Тһе naga-kundalàs' in the ears of Prachanda is quite characteristic. 
The face of Prachanda due to the iconogr. 


protruted teeth and slightly open mouth 
the distinction of Chanda with Prachanda by showing the pleasing feature of 
the face of Chanda and the ‘urga’ features of Prachanda. Both are four 
armed, holding a trident a rosary and a сир. Chanda shows in the right back 


aphic necessity is made ‘ugra’ with 
. The artist has successfully shown 
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hand а rosary and the main right hand is broken from the elbow. The left 
hand holds a trident and a cup. Prachanda has in the right hands a ‘damaru’ 
and a cup and in the left a trident a rosary held by the tip of the two figgers. 
Another noteworthy difference between the two figure is that while Channda 
is attended by two female ‘mangalaghata-dharikas’, Prachanda is flanked by 
males almost presented in a semi divine attitude; particularly the left figure 
who shows his right hand in the abhaya pose. Both the attendants rest their 
one of the hands on a club or danda. It is also to be noted that the attendants 
of Prachanda are with the ‘pra>hdvali’ while of the ‘Chanda’, without this 
feature. The “гаһуакеба” feature of Prachanda is also significant. The 
pithikà of both the figures are florally decorated along with the characteristic 
double petallotuses. According to the Saivagams,’ Chanda represents the 
mantra Sakti and Prachanda kāla-śakti of the great god Siva. This seems to 
be one of the earliest images of Chanda and Prachanda in Orissa and presum- 
ably an influence from the South Indian iconography. Inthe classical art as 
well as in the Pala art the dvarapalakas with such features are not known. It 
is also noteworthy that the manner of holding the rosaty with the points of 
the finger tipes forming the simha karna pose is also a borrowing from the 
South Indian imagery. The back slab of these images show a very fine carving 
with classical fineness but without any amount of stylisation. The “Sirschakra’ 
of chanda and Prachanda differ with each other in design and shape but 
similar in their execution and naturalistic rendering. її 


Almost to the same age (10 the century A.D.) and type we шау assign 
the figure of Сапеба (Fig. 8) which for its grandure and elegance may be 
regarded as the gem of Khiching art. This image which is one of the finest 
images of Gane$a іп the country isan excellent representative of standing 
Сапеќа J.N. Banerjee describes? that the four armed figure of the god stands 
ona beautifully carved lotus ina slightly bent pose (abhanga) having bell 
necklets and a few other ornaments gracefully arranged over his different 
limbs holding а rosary and his own tusk іп the right hands and a cup of 
sweet balls (now partly broken, is applied) and ап indistinct object in his 
left ones. It appears from the position of hand and its pose of fingers that 
the god held by this hand a mace. The god wear а ‘naga yajnopavita,’ bedded 
and arranged jatd with a miniature “Kirtimukha’ in the center on the top of 
the elephant head the rows of chain ornaments enclosing the protruding 


"temples. The pose full of grace, and all such details demonstrate in a rematk- 


able manner how such as apparently gortesque iconic type could be converted 
into an elegant piece of sculpture by the anonymous artist of a corner of 
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Orissa. Further J.N. Banerjee remarks the cunning twinkle of the oblong 
eyes, again seems to endow the elephant fac» ofthe deity with uncanny 
intelligence. Тһе creeping mouse can be recognised in the extreme right 
corner of the pedestal. The carve: of this image had not shown the naturalism 
only in the rendering of the eyes butalso іп showing minute nerves of the 
elephant ears, As required ina Gane$h image, the sculptors has avoided the 
show of the slenderness іп the legs, which looks dwarfish, but shows the usual 
curvature in the legs, common to Khiching art. Due to this curve the mass 
at the right hip is slightly hightencd. 


The sculptor has turned into a skillful carver while rendering the back 
stone which represents the ‘prabhavali’ as well as a door jamb. The scroll 
work onthe doorjamb shows its classical inheiitence and anticipates the 
carving work of Babame$vara at Bhuvanesvar. Th: ‘prabhdvali’ represents а 
pair of 'Salabhanjikà figures flanking the ear portions of the god, holding a 
water vase (Jhàri) in one of the hands; the upper portion at the left represent 
а maladarint vidyadharis. We have reffered to above the image of Avalokite- 
буага with a nagari inscription on the pedestal which сап be assigned to late 
10th century or early 11th century A.D. ‘his image as well as the Mátrikà 
images (Fig. 9, 10) representing Vaisnavi and Máhesvari from a distinct idiom, 
which though differ in its formal qualities do not differ much from the phase 
II so far the chronological sequence is concerned. The accentuation of hips, 
atunated waist, uniform heaviness of countour the oval facial feature, sturdier 
plastic volume and vigorous modelling are the noteworthy characteristics of 
this type and siggest a marked distinction from the style of the early image 
of phrase II. Comparatively though more sharply outlined than the Matrika 
figures of Jajpur, they follow the same iconographic trend particularly in 
emphasising the mátrikà aspect by holding a child in the left lap. The ampli- 


tudeness firmness, sturdiness along with and accentuation are the marked 
qualities of the sculptures of this phase. 


The figure of Vaisnavi (Fig. 9) presented in the front pose is shown 
seated on the lotus throne in the ‘alitaksepa’, pose with Tight leg hanging 
down. The back hands of the goddess show a disc and a conch. The main 
right hand is in the ‘abhaya’ pose and the left one holds the child. Decked 
elegantly with a number of ornaments finely carved such 
mala, manibandha, nüpura and the bangles, the goddess shows а graceful 
elegant look. She has a long ‘kiritamukuta’ on the head. On the pedestal her 
mount Garuda is shown in the virdsana Pose with folded hands. 


as stringed necklace, 


Except the 
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wings other bodily feature of garuda are rendered in. human form. At the 
corners of the top of the back stone the flying Vidyadharas are carved. 


In general feelings, the image of Маһебуагі (Fig. 10) follows the 
Vaisnavi image, suggesting as if the work was of one and the same sculptor. 
But the face of the goddess is slightly tilted towards the right. As per 
iconographic requirement this goddess has а ‘jatamukuta’, and round 
kundalas. In the main hands like Vaisnavi the goddess shows the pose of 
abhaya in the right hand and holds a child by the left hand. Ihe upper hands 
of MaheSvari shows a lotus and а trident. The mount bull is carved on the 
pedestal raising the head towards the fact of the goddess. The kukuda of the 
bull is naturalistically modelled. At the top corners of the back stone, as 
usual, the figures of flying Vidyadyadhards are presented. The fineness of the 
carving of ornaments is attested in this image also. 


The above account is to elucidate that the early Khiching art was half 


. way between the Gaudiya and Orissa (Bhuvanesvara) art, but it has sufficient 


individuality to claim for the consideration as independent school of art in 
Orissa. But later in the late 10th and lith centuries A.D. there is some 
impact of late Gaudiyan art, particularly from the point of view of facial 
delineation and emotive psychic expression which prevailed in the close of 
the phase П and letter also. Main characteristics of those images may be 


noted in frank expression of pleasingness effecting the whole facial features 


represented by a sort of faminine grace. There isa slight change in the out- 
lining of the facial contour which is not oval. It is broader than the forehead 
at the cheeks and become successively narrower at the lower jaw with 


- indication of double chin. Тһе change is also noticeable in the formation of 


eyes, which is held open and largely elongated with clearly indicated pupils. 
The eye-brows and the contour to the nose is sharply indicated and the 
smiling mouth is also comparatively larger than in the earlier figures. 


'Occassionally frank smile is indicated by a deep line elongating the thin 
lips. 


In the carving of jewellery comparatively much attention is given with 
much skill almost as Stella Kramrish observes *with almost metallic sharp- 
ness? It is due to this feature and in the emotional physiognomical expression 
which brings the Khiching art nearer to theart of Bengal. Butat the same 
time she notes tht the amptitude of movement and largness of modelling 
establish a deeper rooted share of Orissan tradition. Thus it is clear that 
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éven at this phase also the influence of Gaudiyan school is miarginal. It ig 
however to be noted that the pattern of jewellery shown in the image of this 
phase seems to be directly an inheritence from the figures of phase I and II, 
waich also show the same amount of skill and precision. As a matter of fact 
the observation of N. R. Ray! about the whole of Khiching a:t is valied only 
бог the late phase П. Не has observed that Khiching sculptures are all 
modelled roundly, tightly and largely. Their bre. а fullness and aplitude 
of modelling and movement impart to them a sturdiness of form and appea- 
тапсе accentuated further by their rlative dimensions and marked by almost 
metallic sharpness which is lightened by an emotional expression spread over 
the face in a smile and distributed over the surface of the whole body. 


The figure of Mahisamardini (Fig. 11) still in worship, as the presiding 
deity of Khiching housed ina temple had suffered much damage and the pre- 
sent image is in the remodelled condition which has considerably underlined 
the original beauty and grace of the image. The keynote of the image is in 
the facial expression, which is neither spiritual in the classical sense nor aggr- 
essive and animated, but full of compassion and content. She as В.Р. Chanda 
remarks is shown engaged in killing the demon more out of pity as reflected 
іп her face than in the spirit of revange. Dating the image in the middle 
eleventh century AD, Stella Kramarish? notes thit the transporency of the 
mood of the goddess is diffused through out the entire image, through out the 
texture of its surface and the specing of her movement. The crudity the base, 
with the buffalo and its severed head, the puppet, like demon and the grinning 
‘child face of the lion-'vàhana' are negligible, were it not for the inetfective 
vertical axis which the craftsmen attemped to maintain with the help of the 
raised body of the demon. However this may be, the truimph of the goddess 
raised her smooth limbs to that sphere of action where the deeds of the gods 
or their play. 


This ten armed Durgà represent Katyayini according to the iconogra- 
phic indications of the Matsya-Purana. Unfortunately, all the hands are 
broken and only а faint idea can be formed about the emblems of the goddess, 

Iconographically a similar type of image of this goddess in the Konark 
Temple is also broken from the arms, therefore the emblem of the goddess 
can par ly be guessed. The goddess had held in one of the upper most right 

handsa sword brandishing over her head. Another right hand is shown 
engaged in taking out an arrow from the /йғіпа held at the back of the 
goddess. Опе of the right hand hada trident which has Pierced the mouth 
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ofthe demon Опе more right hand probably had a sword which she used 
in cutting the head of the demon. Comparatively тереге idea one can has 
about the emblem of the left hands. But as one of the right hands shows an 
arrow, quite logically there was a bow in one ofthe left hands. Оп the ana- 
logy of the Konark image probably the main left hand also hada ‘Sula’ and 
another left hand displayed churika. Iconographically, a similar image of 
Mahisamardini is illustrated by J.N. Banerjee from Haripur in Mayurbhanj. 
All these images indicates that Orissan sculptor had to introduce a definite 
change in the imegery of the goddess in which he presented the goddess in 
her vigarous aspects attacking with some amount of effort to the demon who 
is given a diminishing stature as compared to Ellora and Mahabalipuram 
images. This image is also different than such images produced in the 
Chalukyan art which depicts the demon in buffalo form and no demon in 
human form is shown coming out of the decapitated trunk of the animal. The 
other noticiable feature of this group of Orissan sculpture depicing Mahisa- 
mardini is in depicting the lion, the mount of the goddess taking active part 
in the war of the goddess against the demon Mahisásura. This image as well 
as the image from Hirapur and Konark attacking the demon with all hands 
(either eight or ten) in a more aggressive pose than in earlier images and the 
three prongs of the ‘Sula pierce Ше upturned neck of the demon, emerging 
out of the decapitated neck of the Mahisa in human from and this may be 
taken as a significant featurh of Khicbing art to this type of image and may 
be considered as an advance over vetal Deul image where the demon it still 
depicted as an combination of half animal (the mouth) and half man (below 
the neck). After Khiching this from of Mahisa became more popular in 
Orissa than any other forms, as examplified by the image of Mahisa found in 
the Lingaraja compound, Hirapur, Baramba, Konark etc., The sculptor 
while conscious of the effortless magnimity of the goddess as inferred from 
her facial smile, she is also shown as the embodiment of energy and action, 
as indicated by the motion of the manifold ‘Gyudhas’ in the hands and her 
*alidha? pose. Atthe same time the sculptor has very effectively indicated 
the nothingness of the mahisa by depicting him in a boyish form. How the 
demon is inactsve and effortless as contrast to the dynamic personality of the 
goddess is very suggestively indicated by the fact that the demon could not 
use his sword on the goddess, due to the swift attack of the dynamic goddess. 


The sculptor has shown his peculiar fascination for roundness as 


evident from the modelling of facial contour, limbs like hands legs, the ball 
like breasts. At the same time he has proved his mastry in the art of carving 
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as one can guess from the skill of rendering of beaded strings adorning the 
neck, the torso and the breads, the hips and the legs. А slightly coarse 
treatment to the modelling of the demon is the result of his idea of showing 
the demon in the contrast of the divine grace of the goddess. 


The face of the goddess Mahisamardini is lit with subdued smile which 
has slightly effected the mouth with close lips. The upper lip as an effect of 
smile has appear as an elongated semi circular line below which the lower lip 
isshown isa sort of semi circle. This feature of smile is expressed in the 
modelling of mouth and lips in all other images of this phase. But the smile 
with pronounced animation and senstiveness lits the face quite characteristic 
to iconographic norm 'smitvikasitavadanam' is to be seen in the next phase of 
images (Phase ІП) e.g. the images of Ganga and Ymuna besides many 
others. 


The bust of Siva (Fig. 12) isa superb example of this smile on a oval 
face. The jata of the god is scemetically arranged sidewise with three straight 
plaits in the centre. At the forehead there is nice beaded band. With clear 
marks of lanicular third eye on the forehead the eye-brows are clearly and 
sharply marked forming the shape of a bow. The lotiform eyes are half open 
With inverted sight. The shape of the nose is also sharp and pointed. The 
lips are closed but the smile extends the mouth forming an elongated semi 
‘circular shape. The god has round kundala in the ears and a “пара” as 
necklace. A beaded ‘kanthahara’ adorns the neck. The facial grace and the 
"broad chest are the main majestic elements of this image. The right hand 
shows a rosary gracefully held by fingers. = 


А dancing figure of Сапеба Fig. 13 shows almost similar hair style as 
‘in the above described figure of Siva. The sculptor has conceived the image 
as an embodiment of ecstasy and dynamism. J.N. Banerjee remarks’ that the 
sculptor has been eminently successful in emphasising the whirling motion 
by the pose of the two legs, the three or more bends (atibhanga) in the body 
and the desposition of the number of arms. After compairing this image 
with many other examples of Ganapati from Bengal, he seels that they lack 
the easy grace and beauty of this image. 


J.N. Banerjee has unfortunately failed to understand the attitude of 


upper two hands. Stylistically a derivation from the KritavaSaSvara type of 
‘Siva images; the Orissan artists normally suggest this attitude with Naga 
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held in two upper most hands in the images of Mahisamardini as well as in 
the Ganapati. Неге Gane$a is shown holding a “пара” in the upper most 
two hands over his head. Rest of the three right hands show holding a rosary 
and his own tusk and the normal hand showing the dancing ‘gajahasta’, pose. 
This hand flowing across the body shows ‘china’ mudra with his two EOS: 
Out of three remaining left hands, the middle one shows the ‘lJaddukapatra’. 
The emblem of rest of the two hands are not distinct, but it appears that 
they showed some dance mudras. 


Elephant like twinkling little eyes and the widestretched ears showing 
the vains are the testimony of the nature study oi the artist. The right tusk 
is shown broken. The bent of the trunk to the right is graceful and has Б. 
shown as has lifted one of the sweet-balls. The god is well decorated wit 
beaded ornaments. The nügayajfiopavita flowing accross the body adds Hs 
to the dynamic modelling. The twinklets (bells) from the mekhala of the 


god. 


As noted by J.N. Banergee this isa fine image of Nrtya Ganapati. 
From the modelling the soft fleshy texture is explicit. The fullness of model- 
ling and slightly swelled plastic mass 4065 not break the rhythem and the 


d ism of image on the other hand fullfils the whole slab with vigour 
ynami 


grace and beauty. 


The two sun images—one standing and ühe other seated from то 
he significant contribution to Indian Sürya images. The former (fig. 
p | s h apada sthanaka attitude, the god holds in his two hands 
p E |, ee Usa and Pratusà are shown in a very tiny forms at 
the опе: ДР 5% k slab and so also Dandi and Pingala also occupy their 
ше sides ee an is shown driving the horses of the god's chariot 
pee pee rm The horses are also shown symbolically with no 
almost P. D but with vigour and spirit. The god wears а flatish 
В a d with several beaded ornaments. The dhoti of the deity 
mukuta and ador Am legs, which are stiffy and stumpy. As compared to the 
m E б ийа shows regid modelling and a sort of corse plastic 
oe s ns has very high praise for this image and remarks 

treatment. J. ^ 


i i llent specimen 
i 1 high praise for the exce : 
an artists deserves am 
ee ДЕ о art chiselled out by him. But the seated image as 


red to. the standing is more finally carved though belongs to the same. 
compare 
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age. Paying tribute to the unknown artists of Orissa IN, Banerjee says ‘the 
sweet expression of the face beautified bya faint sile and the excellent 
modelling of the whole composition endow it with a quali у seldom found іп 
such reliefs of Eastern India’. He places this image in the 10th-1 1th century 
A.D. This figure depicts the two armed Sun-god seated in the padamásana 
Pose on a double petelled lotus throne with his two hands holding full 
blossomed lotuses by their stalks, the god wears a conical crown, ear-rings, 
necklace and other ornaments; the udichya-ve$a is just faintly suggested by 
the artist; Aruna driving the seven horses is the only accessory motif in the 
relief’. The slab is not crowded with more other figures as in case of 
contemporary Pala sun images. 


To the same age and artistic type perhaps, belongs the Grahachakra 
(Fig. 16) also. According to J.N. Banarjee this object was in regular worship 
and once enshrined ina temple? Ona rectangular pedestal this Graha 
chakra was carved. Тһе Chakra shows twelve spokes. Inside the broad rim 
are arranged the figure of the nine ‘Planets’ Surya seated in the top centre, 
Rahu and Ketu on either side in the bottom, on the sides are carved one 
above. The other six Grahas, three on either side, in the centre of the wheel 
is a three faced four armed figure seated in ‘padamasana’ with its front hands 


in the “dhyana-mudra’ (it may stand for Brahma), flames issued from the rim 
of the wheel. 


Vishnu images are rare in number from Khiching. One image of 
Vishnu (Janardana) found from Khiching has been wrongly identified with 
Rishabha the first Tirthankara 1 Here (һе god is shown with a lotus in the 
right below hand, the disc in the upper right hand, the conch in the upper 
left hand and the mace (Kaumudi) in the lower left hand. These attributes 
- confirm that this image confirms the ideentification with Janardana form of 
Vishnu and has no trait of Rishabha.! (Fig. 17). The figure of Garuda with 
folded hand and seated in the Virasana mudra at the right feet is very 
characterstic. Тһе sampada stanaka standing attitude, the graceful delenea- 
tion of the torso, the pleasing contour of the face, highly decorated kirita, 
graivyaka, ratnayajnopavita, kati-mekhala etc. add to the beauty of the image. 
This image is safely datable to late 10th or early 11th century A.D. 


Several figures of Мара (Fig, 18) and Nagis rendered in the indu 
form under the canopy of seven hoods shows the earlier affiliation of Khiching 
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art with Nàga worship prevailing since the time of the Vairata kings. But 
these images of Naga and Naginis are represented here not as ап object of 
any independent cult objects. They are accessories to the higher cult god Siva. 
The Маса figures whose one presented ina very charming dvibhanga pose 
holding by both hands a long thick garland. For bodily features the sculptor 
has remarkably chossen the youthful body for Naga. The facial appearance 
however vary from figure to figure. Some are shown in the meditative mood 
and some are in a sort of over expressive pleasing mood avoiding the grimness 
of the former category. They аге decked with various kinds of ornaments 
traditionally found in the khiching art. 


Nagani figures аге generally shown with playing muscial instruments. 
One figure shows Vinà in her hands. Another figure holds in the right 
сһатага and in the left ghata. The lower half of ten nagini figures generally 
show serpentine features. Only upper part is shown in tbe human form. 
They are normally canopied by only three hoods.?? 


Three images of Umà-Mahe$vara has been found from Khiching 
depicted almost in the similar, iconographic norms. Some of them are shown 
seated on the Visvapadwa dala' (Fig. 19). Inallthe figures both Siva as well 
as Parvati are shown in ‘lalitaksepa’ posture. In all the figures Siva is shown 
with four hands and Parvati with two. The god Siva shows in one of the 
right hands a rosary or a lotus. The remaining right hand either touches the 
chin of Parvati or in the abhaya pose. One of the left hands in all the figures 
holds a trident and the remaining left hand of Siva embraces the Goddess by 
touching her gloubulor breast. The goddess holding a mirror in the left hand 
embraces Siva by streching her right hand and touching the right shoulder. 
Both are shown locking each other with pleasing smile. Due to this attitude 
their faces are shows in profile. Below the *dsana' their respective mounts 
are also seated. They are decked with various ornaments. The ‘jata’ of Siva 
is elegantly arranged forming th»? shape of a long mukuta. The back slab is 
plain which is trifolded at the top with the schematic carving of flames as out 
skirts. Vidyadharas forming a circular movement are depicted on the top 
corners of the slab. The other images of Umà-Máhesvara are depected with 
their mounts also. 


The Umá-Mahesvar figures may be treated asa definine mile stone 
from where these is a clear change in the sculptural style in many ways. The 
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modelling of bodily contours becames tightly stout and the limbs assume a 
kind of selender shape. Тһе eyes lack modelling and the eye-bows etc., are 
endicated by sharp lines. Тһе eye-brows begin at tbe root of che nose and 
form the shape ofa bow atthe fore head. Тһе lips and the nose are thin 
but carved sharply. The animated smile effect the whole face. But the smile 
itself lacks the grace of the earlier figures itis sensous. Even then these 
images show well defined bodily features and disciplined plasticity with 
balanced attitude. 


The senssuousness of smile appears more faintly in the Ganga Yamuna 
images. (Fig. 20, 21). The images are further advance towards the sturdiness 
and animation. Iconographic distinction between the two figures are indicated 
by their respective vahanas, makara in case of Сайра and kürma in the case 
of Yamuna, Both the goddesses show in the right hand a bunch of flowers and 
in the lefta ghata. Тһе former is not referred to any of the texts. Bodily 
feature of the figures are also the same. Standing in the tribhanga posture the 
goddess tilt their head slightly right or left, but gives extra jurk to the waist 
giving almost unbalanced curvature at one side of the hip. The modelling 
of ball like breasts appear to be a solid mass but the navel shows naturalistic 
touch, are not free from the sturdiness. The modelling of the figure below 
the waist is stout and sturdy, but suggest at the same time a kind of glassy 
smoothness also. The goddess is flanked by two female attendents one of 
them is holding the ‘chattra’ for the goddess. Over the trifoiled back slab а 
‘kiritimukha’ is shown emitting the beaded strings decorating the borders of 
the trifoil. These image were depicted on dydrasakhas of a temple at 
Khiching. 


The image of Aparchana Manjusri, how in the Baripada. Museum 
(Fig. 22) though vigrous yet the artistic merit is subdued due to its coarse 
deleneation. Тһе goddess sites cross legged on the lotus throne and brandi- 
shing a sword іп its right hand over the head. Inthe left hand she hold а 
lotus with stalk, over which the book Prajaparmita is placed. Decked in 
princely attire she also shows smile over the face. To this phase of art belongs 
a beautiful figure of Marichi (Fig. 2) housed in the Baripada Museum. Тһе 
figure is fine and appears to be endowed with th: warmth of life. The god- 
dess standing in the alidha pose over the chariot drawn by seven horses shown 
with Rahu as the Charitoor. Sheas usual to her iconographic necessity 
showsthree faces. Тһе right face shown a subdued smile the central face is 
grim and the left one with the features of a saw. In her left hands she shows 
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the ѓагјапі pose a noose the branch of Asoka flowers, the bow, the thread. 
In the right hands the goddess shows the vajra, the goad, the arrows and the 
needle. The Asoka tree is shown at the back slab over the central mukuta 
ofthe goddess. The image shows the popular creed ye dharma hetu 
prabhava. etc., on the slab, which indicates that the image may belong to the 
late 10th century A. D. On the basis that the image shows Asoka tree 
behind the goddess ЇЧ. К. Sahu prefers to identify the image with Asokaha 
Marichi. Butas has been observed this image may be taken for Samkshipta 
Marichi.?? 
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VII 
Art—Late Phase 


By the close of the 12th centur 
shape in which a sort of local facial t 
this art indicate that this form b 


y A.D. the Khiching art assumed a new 
Ype were preferred. А few examples of 


"came considerably flatish and the face 
squaltish. The smoothness of the bodily surface, quite evident in earlier 


phase in now no more to be Seen, on the contrary the bodily contour became 
Coarse with same amount of sturdiness, 


mages of 12th century. They faces 


reflect a kind of subdued but efforted smile-causing the extension and stress 


at the ends of the lips. 
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The face is not perfectly oval but squatrish and broad at the cheeks 
and the chin. The torso, however shows a considerable amount of modelling 
effort, and grace in the rendering of chest (in case of male images such as 
dvarpalaka) andin the case of female images such (Gajalaksmi). comapra- 
tively less ease has been shown in the rendering of legs. 


The figure of Gajalaksami (Fig. 24) is shown seated on the *visvapadma- 
dala’ in the ‘laltasepa’ pose. The right hanging leg is placed оп a separate lotus 
flower. Her hair and the head is adorned with gracefully beaded, “ѕїтапіа” 
She had coiled her hair bebind the head in several graceful knots. The 

necklace of the goddness represents the same traditional type with different 
rendering in which they show a kind ofseparate entity. She is decked with 
one stringed armlet, ‘mekhala’ and anklets. 1 he one stringed ‘mekhala’ shows 
three graceful pendants below the noval. Placing right hand at the knee, she 
holds a lotus with stalk in her left hand. Issued for the vi$vapadamadala 
itself a pair of lotus flower stalk with naturalistically carved is surmounted by 
two elephants engaged in bathing the goddess. Тһе curly tender trunks and 
the tusks of the elephants are rendered impressively. 


A pair of Savite dvarpalakas (Fig. 25-20) show the similar workman- 
ship and probably rendered by the same hand of sculptur, who had carved 
the figure of Gajalaksmi. Both the dvàrpalaks indicate the pose vara by the 
main right hands and a cup, by the main left hands. The trident is held in 
between the arm pit of the main left hands and also held by the lower left 
hand in both the figures. But while in one figure, with placid facial expres- 
sion, holds a rosary in the upper right hand, the figure with fierce facial form 
holds a cattle drum. Both the figures indicate elegently carved and elongated 
jatamukuta and are attanded by a male anda female paricharikas. The 
female attendents are shown standing in graceful 4bhanga pose holding a full 
blown lotus flower in the right hand and placing the left arm at the hip. The 
male figure are differently rendered. From the right hand they show the 
abhaya pose and the left they have placed in the middle of the thigh, perhaps 
to conceal their nudity. The hair style of both the attandents are graceful 
with huge circular coiled knot at the back of the head and show a kind of 
subdued smile quite similar to the figure of Gajalaksmi at their faces. 


| A coarse figure of Parsvanatha (Fig. 27) shown standing in the Kayo- 
tasarga’ pose is very regid and sturdy and belongs to their last phase of 


CC-0. UP State Museum, Hazratganj. Lucknow 


Digitized by Sarayu Foundation Trust, Delhi and eGangotri 


40 


Khiching art. Instead the ‘kevalavriksa,’ the god is shown under the canopy 
of sev n hooded nàga. His usual attendants-Pár$va yaksa and Padmavati 
Yakshini etc. are not shown in the image, at the specified place, but the deity 
is flanked by six standing Jinas. On the pedastal the padmadala below the 
feet of the god is shown flanked by a number of devotees and attendants 
with folded hands. At the left perhaps Padmavati with serpentine feature is 
shown with the folded hands under the canopy of serpetine hoods. Another 
figure with folded hands also shows the serpentine hoods over his head. 


The Figure of [sani (13th century A.D.) is depicted here as the spouse 
of Siva (not the wife of Isana as Dikpala), a she in her hauds a rosary 
а noose a lotus with stalk and probably also a trident with their mount lion, 
depicted more аз а symbol than a living being, may suggest the changes 
which occured in the style of the 13th century A.D. The trifoiled prabhavati 
following the Sena art tradition shows at the edge the bead and the flame 
design. Тһе flexian of the body though increased the figure itself becomes 
regid and fixed. The coarse modelling ofthe physical contour also suffers 
from the haviness. Amplitude and the fulness of the bodily lines produces 
a sort of sturdy effect on the deleneation of the form and at the facial 
appearance. Тһе face become unexpressive and cold. Тһе body is deleneat- 
ed so heavy and compact and the formal qualities of the image is relatively 
more imbided with the masculine features than the femanine. Asa matter of 
fact, except the features of the brests there is hardly any more symptom in 
this image of female. (Fig. 28). 


The same amount of regidity, fixidy and heaviness can be observed in 
the image of Tára, now preserved in the Khiching Museum (Fig. 29). Seated 
in the lalitaksepa pose she has held her right hand in the varada pose, the 
lift being holding a lotus. Crudely modelled bodily features. particularly the 
eyes, the lips and the exerted smile does not show any kind of significant 
grasp of the glorious art tradition by the sculptor. Тһе figure of Nandi (Fig. 
30) of the same museum is also represents the same standard of sculptural 
art. Though elegally carved and produced in a sprited attitude the figure is 
far from the naturulism and grace than the Nandi figures carved on the 
pedestal of the figure representing Siva. But this is considerable amount of 
precision in the rendering of the bells shown around the hump, horns and 
«һе neck. The sehematic treatment to the frails at the neck of the bull also 
indicates the lack of naturalism. 
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VIII 


Decorative Art 


The monotony of religious icons is occassionally breaked with the 
embelishment of floral and gemetric designs here and there around the 
images, particularly on the pedestals and also at the temple door jambs. In 
some designed works the sculptors hasshown remarkable grasp of classical 
norms and has executed them with remarkable presision with heavy and 
deep mouldings. In the vertical mouldings the sculptors have carefully 
utilised the total spaces in between the vertical strips filling it mostly with 
the lotus like flowers, whoes petals are vertically raised to provide hormony 
to the total scheme of decoration. Some mendering creepers, (Fig. 31) 
what one may call crabesque—a classical heritage, show in their inter 
spaces nafa in various moods and mods. In one such design male and female 
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devoties are shown in the poses of adoration and dancing. Technically this 
is called па Шаа. Occassinoly in such spaces the ganas are also shown. 
Intricacy of Kalplatà designs is marvellous as well as natural. They are not 
stylised as one sees in the Brahmesvara temple. The motif of gajasardula has 
been. depicted here in its original setting, though the motif itself seems to be 
a borrowing from а numesmatic source. Some coins of the Sarabhapuriyas 
depict lion over an elephant. In Orissa there are three varities of this art 
motif. The first is called ‘ultagajaviraja simha? in which a rampant lion with 
pointed years, leafy horns standing ona crouching elephant and with its face 
turned back, normally depicted at the recess in between the konaka and 
anurathapagas. The second variety, ‘siddha gaja simha’ depicts a rampent 
lion with an elephant head turned back holding a human figure male or 
female in its trunk depicted mostly on the recess between the anuratha and 
the ratha pagas. These two are late varities and not found at Khiching. 
This third variety known as ‘siddha utha gaja simha’ is а papularity variety 
at Khiching. In one carving (Fig. 32) of such motif a rampent lion standing 
оп ап elephant and mounted by а female figure holding the rains passing 
through the mouth of the lion from which a beaded tassel danglos is depicted. 
The women while holding the rein in the left shows a brandeshing sword in 
the right hand. In such depictions the sculptors has shown a sort of naturalis- 
tic modelling in the delineation of animal anotomy of lion апа of elephant. 
While the elephant shows a servial attitude and mood the lion is shown as 
the embodiment of vigour and strength. 


Тһе Nayikas (Fig. 33) and Salabhanjikas (Fig. 34) also deck the temple 
and the sculptures. Following the normal trends of the devine figures 
these ndyikds in the gracefull poses with bun of hairs at right or left wearing 
nicely carved delicate ornaments are shown. Тһе modelling of the breasts, 
attunated waist, deep navel, naturalistic flexion at the hips and over all the 
pleasing facial contours is superb and the figures are the embodiment of 
charm and seduciveness. Fig. The $alabhanjikà standing below a tree, in 
various sportive attitude showing their bodily curve or holding the bunch of 
flowers or a child present a variety of this art motif. The Nayikds while 
dancing or patting the child express their natural moods. But one the thing 
is remarkable. In the whole range of the development of Khiching art, their 
ig not even the slightest suggestiveness of amorisity or frank sextuality. 
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